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T he aim of our Family Portraits exhibition was to investigate the 
photographer's use of his/her own 
family as subject matter from the earliest days 
of photography to the present. Although the 
idea of family portraiture seems elementary, to 
our knowledge there has never been a large­
scale exhibition mounted that explores this 
theme. For this reason, Family Portraits is 
unique. 
As with any exhibition, curatorial decisions 
were enormous, and many good photographers 
working in this field have not been included. 
We have, however, attempted to highlight 
various methods and concepts that have been 
employed throughout the years, and we have 
tried to present an overview of many of the 
most important artists who have dealt with 
family portraiture in the medium of 
photography. 
From its conception to its completion, Family 
Portraits has involved the time and labor of 
many individuals and institutions. Special 
thanks and appreciation must be given to 
Dr. Carol Nathanson for germinating the idea 
from which our final theme emerged, and to 
Ron Geibert for his many suggestions and for 
his essay. We would like to extend our 
gratitude to Emmet Gowin for the loan of his 
personal photographs by I. I. Freyman and for 
his permission to use them as cover and 
publicity pieces. 
Special acknowledgement and thanks must 
also be given to all of the lending artists, 
galleries, and institutions, and in particular to 
Richard Rudisill and Steve Yates from the 
Museum of New Mexico, Dominique Vassar 
from the Dayton Art Institute, Van Deren 
Coke, Donna VanDerZee, Cusie Pfeifer, 
Julie Saul, Linda Fiske, and Tennyson Schad. 
We would also like to acknowledge the 
invaluable assistance of Stuart Delk, for the 
installation and design of the exhibit; Lisa 
Hogan-Fryer, for promotion; Jeff Smith, 
Theresa Almond, Margaret Yoko, and the 
students of WSU. 
This exhibition was made possible through 
grant and corporate support from the Ohio 
Arts Council and from Lazarus and Federated 
Department Stores. We owe particular thanks 
to Mr. Douglas Thomsen and Mr. Robert 
Lazarus for their special interest and 
enthusiasm in our Family Portraits project. 
Barry A. Rosenberg, Director 
Kathleen Peoples, Assistant Director 
by Ron Geibert 
Soon after the daguerreotype and calotype photographic processes were introduced in 
1839, photographers adapted them to 
portraiture. Calotype inventor William Henry 
Fox Talbot wrote in his photographic 
manifesto The Pencil of Nature that "Portraits 
of living persons and groups of figures form one 
of the most attractive subjects in 
photography ... I have observed that family 
groups are especial favourites: and the same 
five or six individuals may be combined in so 
many varying attitudes, as to give much 
interest and a great air of reality to a series of 
such pictures." By the early 1840s Talbot 
himself had already made hundreds of salted 
paper prints of family members and friends at 
his family estate, Lacock Abbey. His wife, 
Constance, and four children posed so often 
that someone suggested that the youngest 
daughter, Matilda Caroline, should have been 
renamed Photogena. 1 In Boston, the famed 
daguerreotypist Josiah Johnson Hawes also 
began portrait work, capturing on a highly 
polished silvered copper plate an exquisitely 
spontaneous and delicate image of his wife and 
daughter. By 1849 family portraiture was so 
widespread that T. S. Arthur said " ... it is 
hard to find the man who has not -the shadowy 
faces of his wife and children done up in 
purple morocco and velvet [cases], together or 
singly, among his household treasures . . . and 
if our children and children's children to the 
third and fourth generation are not in 
possession of portraits of their ancestors, it will 
be no fault of the Daguerreotypists of the 
present day; for verily, they are limning faces 
at a rate that promises soon to make every 
man's house a Daguerrian Gallery." 2 
The demand on photographic studios for 
"mirrored" images (i.e., daguerreotypes) was 
nothing less than phenomenal. One New York 
studio boasted of producing upwards of a 
thousand portraits daily. 3 Mass production and 
cut-throat competition soon dropped the price 
for a palm-sized daguerreotype from two dollars 
to twelve and one-half cents. 4 Obtaining a 
likeness of oneself or family was no longer the 
exclusive privilege of wealthy aristocrats with 
their highly paid portrait painters; inexpensive 
photographic portraits were now readily 
available to all classes of society. 
A visit to an early photographic studio was not 
an experience to be easily forgotten. The low 
sensitivity of the photographic materials 
required brilliant light and lengthy exposures 
of several minutes. After climbing flights of 
stairs to a roof-top studio, the client was 
ushered into a large room bathed in light from 
ceiling skylights and reflective mirrors. Chair 
straps, neck braces, and head clamps were used 
to assure the camera operator of a motionless 
subject. Then, as described by one client, "the 
operator promenaded the room with watch in 
hand, calling out the time every five seconds, 
till the fountains of my eyes were dry." 5 
Today we are fascinated by those early portrait 
attempts and amused at the somber 
expressions. The difficult circumstances in 
which they were made certainly provide us a 
partial explanation for the strained looks and 
rigid poses. These technical shortcomings, 
however, can not explain the continued use 
of the same stylized postures and contrived 
gestures by today's amateur and professional 
photographers. Further explanation of these 
practices lies in the traditional meaning 
attached to the act of having a family portrait 
made. 
Interestingly, at the very birth of photography, 
even the desire to have a facsimile of oneself 
was suspect. A German newspaper reminded 
readers that "the wish to capture evanescent 
reflections is not only impossible, as has been 
shown by thorough German investigation, but 
the mere desire alone, the will to do so, is 
blasphemy. God created man in His own 
image, and no man-made machine may fix the 
image of God." 6 This stem rebuke may not 
have deterred the curious and the sinful from 
trouping off to the photographers, but it may 
well have undercut their enthusiasm about 
such a visit with tinges of guilt and anxiety. 
Even today, for most families a visit to a 
neighborhood portrait studio is approached 
with the same degree of enthusiasm that we 
reserve for a trip to the dentist. Any 
narcissistic tendencies that we might have are 
counterbalanced by feelings of anxiety. Our 
imperfections loom before us and rudely 
remind us of our insecurities and our 
humanity. But we go, nevertheless, grimly 
reminding ourselves that our obligation to 
posterity must take precedence over any 
personal fears and reservations. 
Indeed, this concern with posterity has turned 
the production of family photographs into 
ceremonial events. From the moment of birth, 
"special occasions" are dutifully recorded, 
mounted in albums, and carefully labeled. The 
earliest moments, the baptism, first steps, 
senior prom, and wedding are carefully 
memorialized for future generations. Most 
hospitals today provide as part of the "birthing 
package" a portrait of the newborn (some even 
offer access to VCR equipment!). According 
to Susan Sontag in her collected essays, On 
Photography, "Not to take pictures of one's 
children, particularly when they are small, is 
a sign of parental indifference, just as not 
turning up for one's graduation picture is a 
gesture of adolescent rebellion." What started 
as a curiosity to see oneself in a photograph 
has been replaced by something much more 
significant: the desire and need to celebrate 
the traditional family as an institution. 
Any parent can attest to the tense atmosphere 
at a portrait session. Patience is necessary in 
heroic proportions as children squirm about in 
starched shirts and wool skirts. The existing 
family hierarchy is often ignored in favor of a 
more traditional and usually stereotypical 
structure that demands assuming properly 
accepted poses and arrangements. Children are 
lined up by age and fathers take their "proper" 
positions in the family gatherings. Failure to 
conform with the traditional fictions risks 
puzzled expressions from peers as well as the 
possibility of not appearing to be a loving and 
well-adjusted family. This cookie-cutter 
approach discourages individuality, but it also 
assures, at least superficially, a visual 
continuity with traditional society and 
humanity. 
Vacation snapshots fare no better. We churn 
out by the billions poorly made rectangles of 
nearly nondescript groups awkwardly posed 
in front of tourist spots. The amateur 
photographers are first told how to frame 
their vacation pictures when they read the 
instruction booklets packaged with their 
cameras. Sometimes, they are even aided at 
popular sites by signs directing them where to 
stand for the most picturesque mementos. An 
unhappy result of all this "guidance" is the 
irony that all too many amateur photographers 
document some of the most relaxed and 
spontaneous moments of their lives with 
uninspired photographs whose form is 
dictated by the most rigid and inflexible 
(if unacknowledged) formulas. 
The commercialization of the family 
photograph has also contributed significantly 
to the innocuous blandness of most family 
photographs. The adage "time is money" 
hasn't escaped the professional photographer. 
Facial structure, varied complexions, and 
family temperaments are discounted in favor 
of preset lighting arrangements, prosaic 
backgrounds, and retouched negatives. The 
customer is assured of a known product­
nothing more, nothing less. As early as 1854 
this homogenization of portraiture was 
recognized by Danish philosopher and 
theologian Soren Kierkegaard when he wrote 
that "everything is being done to make us all 
look exactly the same-so that we shall only 
need one portrait." 7 Given its lackluster past, 
it should be of no surprise that many artists 
and historians have ignored family portraiture 
in favor of more traditional themes such as the 
natural landscape, the city, or the nude. 
Fortunately, Family Portraits shows us that 
some artists have resisted the prevalent 
mediocrity to create work that expresses 
sensitivity, wit, and intimacy. These qualities 
are most evident when the artists have 
directed their attention to their own families. 
Unrestrained by social or commercial 
expectations, they have used their freedom to 
provide us with a privileged view of family life. 
A "normal" day in the life of most families is 
filled with quiet periods of introspection, 
moments of exasperation, noisy play, laughter, 
and tenderness. Real life is bath time, 
bloodied noses and blackened eyes, dress-up 
fantasies, holidays, and trips to McDonalds. 
The artists in this exhibition are showing us 
with refreshing diversity these families, real 
families. 
When young Jessie was hastened to the 
hospital emergency room for stitches, mother 
and photographer Sally Mann "naturally" 
brought along her 8 by 10 inch view camera. 
Within the confines of a hectic and 
emotionally charged environment, she created 
a hauntingly serene portrait of the ominously 
shrouded child. Her other children have also 
graciously accommodated their mother's work 
and posed with hurts of play in front of the 
camera lens. As described by Mann, "They are 
all scenes that most any full-time mother has 
encountered. It's just that most of them rush 
to the sink to clean the kids up. I rush to the 
camera. Great mom, huh?" 8 
Equally affecting and poignant are the images 
by Nicholas Nixon. With embarrassing ease 
we are swallowed up by the wide and 
expressive eyes or the ethereal hand of his 
newborn child. The simplicity and intense 
directness of Nixon's and Mann's photographs 
offer us sharp contrasts to the conventionally 
posed baby and children photographs of the 
paid professional photographer. 
The Family Portraits photographers share with 
us the dreams and disappointments of youth 
and old age. Aaron Traub romps about as free­
spirited as his dog in a dreamlike vignetted 
world. In sharp contrast, we feel in William 
Wegman's Family Shroud the futile frustration 
of an emotionally and physically isolated girl. 
And while Suzanne Camp Crosby's child 
discovers the bathtub to be an "alligator 
playground" filled with unlimited possibilities, 
Anne Noggle's mother, Agnes, is unable to 
escape her aged body, trapped in a nightmare. 
The ambiguities, realities, and contradictions 
of Life are also forcefully revealed in the work 
of Hannah Wilke and Emmet Gowin. Wilke 
confronts us with the brutal truth of her 
mother's cancer while suggesting with her 
paired portrait of mother and daughter that we 
all have "scars" to bear. Gowin encapsulates, 
unintentionally or by preordained necessity, 
his wife's mother, Rennie Booher, into an 
enigmatic and timeless megalithic ruin. 
Searching for one's "visual roots" has been 
another path taken by artists to explore the 
meaning of family. Here We All Is by Gary 
Porter combines the cyanotype process and 
applied color with old family photographs to 
create a whimsical montage that appears to be 
fading or washing away before our very eyes. 
The division between past and present is 
veiled and obscured in the 100 print gridiron 
assemblage, Past Recovery, by Esther Parada. A 
1920 ancestral photograph of her great aunt 
and uncle's fifteenth wedding anniversary is 
juxtaposed with family photographs from 1910 
through 1978. This large work encourages 
generational comparisons and according to 
Parada, "The past is woven into the fabric of 
the present-genetically, psychologically, 
optically-and is transformed, beyond 
recovery." Similarly, Wendy MacNeil 
personalizes her family's history by allowing us 
to peek at the jotted notations on the backs of 
snapshots. 
As much as photographs are visual facts with 
well-recognized narrative possibilities, they are 
also fictions whose exact meanings are allusive 
and often hidden. Harold Rosenberg suggests 
in his essay, "A Meditation on Likeness," that 
fashion and art photographer Richard A vedon 
"recalls that in the photographs taken for his 
family album there was always a dog, though 
the family didn't have a dog. They would 
borrow one as part of their get-up for their 
pictures, and they would pose in front of a 
magnificient limousine that didn't belong to 
them either. By adding these few bits of data 
to the truth of their appearance, they hoped to 
delude the world about themselves." 9 Avedon 
said that "Every one of the photographs in the 
family album was built around some sort of lie 
about who we all were." 10 Artists William 
Wegman, Ralph Eugene Meatyard, and Sally 
Mann insist on the important role of the 
viewer in deciphering the meaning of family 
photographs. In Family Combinations, Wegman 
makes darkroom fictions by printing composite 
photographs of mother and father, mother and 
son, and father and son, in the process of 
creating three new "additions" to the Wegman 
family. Meatyard incorporates masks that 
distract us from the fact that the touching 
male and female couple in Lucybelle Crater and 
Close Friend Lucybell Crater in the Grape Arbor 
have switched clothes. With The Day ]essie 
Got Lost, Mann has us convinced that we are 
witness to a tragic drowning. In actuality, the 
photograph depicts an event staged the day 
after Jessie was lost and safely found. It 
illustrates a different reality: the distressing 
thoughts and fears experienced in the mind of 
Jessie's mother when her child was missing. 
Each of these artists challenges our ready 
acceptance of photographs as "truth" and 
subtly instructs us about their ambiguity. 
Contemporary photographers often create 
works that allude to previous artists or to the 
rich history, traditions, and characteristics of 
the medium. Allusions can be found in Family 
Portraits to classic photographs by Talbot, 
Walker Evans, Dorthea Lange, Harry 
Callahan, and Wynn Bullock, among others. 
Barbara Jo Revelle and Alex Sweetman 
emulate the traditional family album with an 
ambitious floor to ceiling gallery installation. 
Jim Alinder parodies the "snapshot" and, with 
the broad sweep of a panoramic lens, playfully 
reminds us of the visual inattention given to 
the making of pictures by amateurs. He also 
questions the significance of those "special" 
moments on vacations that we so purposefully 
record. And, lest we take the making of family 
photographs too seriously, William Wegman 
makes a large color photograph of a family 
member-Man Ray, his pet Weimaraner­
elegantly and traditionally posed on a large 
stuffed chair. 
Family Portraits demonstrates a variety of 
approaches to portraiture. During the century 
and a half that photographers have made 
pictures of their families the work has evolved 
in many directions. New photographic 
materials have been introduced and society has 
made different demands of the family. One 
particularly significant direction in the 
evolution of photographic portraiture has been 
the serious attention given to the making of 
family pictures by artists. As long as people 
continue to photograph their families, it is 
important that artists continue to apply their 
own unique talents and insights to the 
investigation of the intentions and meanings 
of that remarkable picture-making activity. 
Notes 
1 Gail Buckland, Fox Talbot and the Invention of 
Photography (Boston: Davi}l R. Godine, 1980), p.23 . 
1 T. S. Arthur, Godey's Magazine Lady's Book, 
1849; quoted in Robert A. Sobieszek and Odette M. 
Appel, The Spirit of the Fact: The Daguerreotypes of 
Southworth and Hawes, 1843-1862 (Boston: David R. 
Godine, 1976), p. xi. 
3 Beaumont Newhall, The History of Photography 
(N.Y.: The Museum of Modern Art, 1982), p. 30. 
4 Ibid., p. 39. 
5 Ibid., p. 29. 
6 Helmut and Allison Gernsheim, A Concise 
History of Photography (N.Y.: Grosset and Dunlap, 1965), 
pp. 23-24. 
7 Susan Sontag, On Photography (N.Y.: Dell 
Publishing Co., Inc., 1978), p. 207. 
8 Information in a letter to Barry Rosenberg, from 
Sally Mann, Lexington, Virginia, Dec. 15, 1986. 
9 Harold Rosenberg, "A Meditation on Likeness," 
in Portraits: Richard Avedon (N.Y.: Farrar, Straus, and 
G iroux, 1976), unpaginated. 
10 Ibid., unpaginated. 
Southworth & Hawes, Mrs. j osiah johnson Hawes and Alice Mary Hawes; no date, 

daguerreotype, 3 1/ 16" X 2 112". 

Courtesy, Museum of Fine Arts, Boston. Gift of Edward Southworth Hawes in memory 

of his father, Josiah Johnson Hawes. 

Julia Margaret Cameron, Mrs. Herbert 
Duckworth with Fisher Children at Saxonbury; 
1872, albumen print, 10 1/2" X 13 1/2". 
Courtesy The Toledo Museum of Art ; G ift of 
Edward Drummond Libbey. 
Henry A. Schmidt, Edwin S. Schmidt, New Mexico, c. 1894; c. 1894, contact print from negative, 5" X 7". 
Courtesy Museum of New Mexico, Neg. #65916. 
Philip E. Harroun, Nellie (Mrs. Philip E.) Harroun with shotgun, dog, and horse, New Mexico, September 27, 1897; 1897, contact print from negative, 1986, 6 1/2"x8 7/ 16". 
Courtesy Museum of New Mexico, Neg. # 12117. 
I. I. Freyman, Baby in Carriage; c. 1900, 
print from glass negative, 5" X 7". 
Courtesy Emmet Gowin, print by Emmet 
Gowin. 
I. I. Freyman, Child:Wedding Tableau; c. 1900, gold-tone print-out paper from glass negative, S"x 7". 
Courtesy Emmet Gowin, prints by Emmet Gowin. 
Henry A. Schmidt, Amy Schmidt, daughter of 

Henry A. and Edith Schmidt, Chloride, New 

Mexico, c. 1901; c. 1901, contact print from 

negat ive, 1986, 7" X 5". 





Wright Brothers (Wilbur or Orville) , 
Leontine Wright; c. 1905, silver print from 

glass negative, 5 7/8" X J 114". 

Courtesy Wright State University Archives. 

Heinrich Kuehn, The Kuehn Children; 1907, 

gum bichromate, 9 7/ 16" X II 3/4". 

Courtesy The Toledo Museum of Art; Gift of 

Edward Drummond Libbey. 

James VanDerZee, Kate and Rachel, 
c. 1908; n. c. 1908, p. 1982, black-and-white, 
IO" X8". 
Courtesy Mrs. Donna Van Oer Zee. 
Edward H. Weston, Mrs. Edward Weswn, 

(Flora Chandler Weswn); no date, Platinotype 

or Pallad iotype, 9 114" x 7 1/2". 





Jacques-Henri Lartigue, Maurice Larrigue, 

Chateau de Rouzat; 19 11, ge latin-silver print , 

printed later, 15 5/8" X II 11/16". 

Courtesy, Collection, The Museum of Modem 

Art, New York. Gift of the photographer. 

Wesley Bradfield, Grace (Mrs. Wesley) Bradfield, Same Fe, New Mexico, c. 1921; c. 192 1, contact print from 

negative , 1986, 7" X 5". 

Courtesy Museum of New Mexico, Neg. #13156. 

Paul Strand, Rebecca 1922; 1922, si lver print, 8" X 10". 
Courtesy, LIGHT Gallery. 
James Van Der Zee, Sister Emma and 

Children, 1923 ; n. 1923 , p. 1982 , black-and ­

white, 10" X 8". 

Courtesy Mrs. Donna Van Der Zee. 

Alfred Ste iglitz, Untitled (Georgia O'Keeffe with Marie Rapp Bottrsault and 
Daughter, Lake George); c. 1923, ge latin silver photograph, 3 518" X 3 3/4". 
Courtesy Collection of the Museum of Fine Arts, Museum of New Mex ico, 
Gift of Van Deren Coke. 
Imogene Cunningham, Portrait of Mother and Father with Bossy; 1923, silver print, 7 1/2" X 10". 
Courtesy Dayton Art Institute, Museum purchase. 
Clara Sipprell, Nina, 1930; 1930, si lver print,

9 l/4" X 5 5/8". 





Andre Kertesz, Elitaber.h; 1931, silver print 

from portfolio LL, 8" X 10". 

Courtesy LIGHT Gallery. 

Wynn Bullock, Chess Game ; 1955, silver print, 7 1/2" X 9 1/2". 
Courtesy The Toledo Museum of Art; Gift of Edward Drummond Libbey. 
Jim Alinder, Thrill, Lincoln, Nebraska 1969; 1969, black-and-white, 10 5/8"x22 1/2". 
Courtesy Jim Alinder. 
Ralph Eugene Meatyard, Lucybelle Crater and Close Friend Lucybelle Carter in the Grape Arbor; 197 1, black-and-white, 8" X 10". 
Courtesy Christopher Meatyard . 
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.. 
Les Krims, Chicken Soup Ingredients; 1972, silver print, 5" X 7". 
Courte y The Witkin Gallery, Inc. , New York. 
Emmet Gowin, Edith, Danville, Virginia, 1971 ; 1971, silver print, 8"x 10". 
Courtesy Dayton Art Institute, Museum purchase. 
Emmet Gowin, Renie Booher in Caske!; 1972, silver print, 8"x 10''. 

Courtesy Dayton Art Institute, Gift of Priscilla Colt in memory of Thomas C. Colt, Jr. 

Anne Noggle, Agnes 1976; 1976, black-and ­

white, 16" X 20". 

Courtesy Anne Noggle. 

William Wegman, "Untitled"; no date, color photograph, 16" X 20". 
Courtesy The Holly Solomon Gallery. 
William Wegman, Family Combinatioru ; 1972, black-and-white, 10 3/B"x II 7/8". 
Courtesy of the Holly Solomon Gallery. 
Jack D. Teemer, Jr., Joan E. Teemer, 
Dream ofTen Years 197611986; 1986, 
Rockland emulsion, silver prints, palladium 
prints, o ils, dried flowers, 32" X 24". 
Courtesy Jack and Joan Teemer, copyright 
1986. 
Elsa Dorfman, Harvey & Isaac, the third week; 1977, silver print, 8" X 10". 
Courtesy The Witkin Ga llery, Inc., New York. 
I .:I. ' 
Wendy MacNeil, Barbara MacNeil; 1977/80, platinum/palladium photographs on tracing vellum. 
Courtesy Marcuse Pfeifer Gallery, Ltd., NYC. 
Hannah Wilke, SOS-Starification!Scarification: Self-Portrait of the Artist with her Mother Selma Butter; 1978-8 1, C ibachrome print, diptych, 30" X 40" each. 
Courtesy George H. Waterman Ill , private collection. 
Gary Porter, Here We AU Is; 1979, Cyanotype with hand color, 29"x20 1/2". 
Courtesy Gary Porter. 
I 
\ 
Ester Parada, Past Recovery; 1979, one hundred hand-toned ge latin sil ver photographs displayed in ten rows of ten, overall size 96" X 144" (8 l3/l6" X 13 3/8" each) . 
Courtesy The Museum of Fine Arts, Houston; Target Collection of American Photography, Museum purchase with funds provided by Target Stores. 
Barbara Jo ReveUe and Alex Sweetman, Installat ion photo from ew Family Album , a continu ing project begun in 1979. 
Courtesy Barbara Jo Revelle and Alex weetman. 
Judith Black, Erik & Dylan, May 8, 1983; 1983, si lver gelatin print, 16"x20". 
Courtesy Judith Black. 
Charles Traub, Mary and Aaron, New York City, 1982; 1982, Cibachrome print , ll "X 14". 
Courte y Charles Traub. 
Suzanne Camp Crosby, Alligator Bath; 1980, color 15" X 15". 

Courtesy Suzanne Camp Crosby and Lieberman & Saul Gallery, New York City. 

My sister Margarita's debut party was held in an elegant stage set in the courtyard of the Havana Y cht Club. I rem mber 
hdnging out by the bar and talking to friends about Fidel Castro. Politicians were all crooks, I thought, nd if F~del 
ever t oppled Batista, he would turn out like all the rest. Three years later, 95\ of the membership of the Hava na Yacht Club 
inc lu~ng my family, found themselves living in Miami in drastically reduced circumstances. 
Tony Mendoza, My sis!el' Margarita's debut party . . . 1985, ilver print, II " X 14". 
Courtesy The Witkin Gallery, Inc., New York. 
Duane Michals, I Remember Pittsburgh ; 1982, series of 9 black-and-white photographs, 8" X I0" each. 
Courtesy Miami University Art Museum Collection. 
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Lorie Novak, Uncle Sam ; 1983, color, 14"X 14". 
Courtesy Lieberman & Saul Gallery, New York C ity. 
Sally Mann, Bloody Nose; 1985, silver print, 20" x 24". 
Courtesy Sally Mann. 
Nicholas Nixon, Cambridge, 1985; 1985, gelatin silver contact print, 9" X 7 114" copyright: Nicholas Nixon. 
Courtesy Pace/MacGill Gallery. 
Checklist of the Exhibition 
Alinder, Jim 
Thrill, Lincoln, Nebraska 1969; 1969, black-and-white, 

10 5/8" X23 112". 

Mary and Jasmine at the Neil Armstrong Space Center; 

1974, black-and-white, 8 114"x 17 3/4". 

Courtesy Jim Alinder. 

Black, Judith 
Johanna & Laura, June 5, 1983 ; 1983, silver gelatin 

print, 16" X 20". 

Erik & Dylan, May 8, 1983; 1983, silver gelatin print, 

16" X 20". 

Courtesy Judith Black. 

Bradfield, Wesley 
Grace (Mrs. Wesley) Bradfield, Santa Fe, New Mexico, 




Courtesy Museum of New Mexico, Neg. #13156. 

Bullock, Wynn 
Chess Game; 1955, silver print, 7 112" X 9 112". 





Stefan; c. 1954, gelatin-silver print, 8" X10". 

Courtesy, Collection, The Museum of Modern Art, New 

York. Gift of the photographer. 

Callahan, Harry 
Eleanor, Chicago, 1953; 1953, silver print, from portfolio 

"Landscapes, 1941-1971", 20"x 16 112". 

Courtesy Dayton Art Institute, Museum purchase. 

Eleanor, Port Huron; n. 1954, p. 1978, gelatin-silver 

print , 10" X 8". 

Courtesy The Taledo Museum of Art; Harold 

Boeschenstein, Jr. Fund. 

Cameron, Julia Margaret 
Mrs. Herbert Duckworth with Fisher Children at Saxonbury; 
1872, albumen print, 13 112" X 10 1/2". 





Crosby, Suzanne Camp 
Carter Crosby's Reflection in a Mirror; 1984, black-and­

white, 13 112" X15 112". 

The Wedding Party; 1983, black-and-white , 11" x 14". 

Alligator Bath; 1980, color, 15"x 15". 

Courtesy Suzanne Camp Crosby and Lieberman & Saul 

Gallery, New York City. 

Cunningham, Imogene 
Portrait of Mother and Father with Bossy; 1923, silver 

print, 7 112" x 10". 

Courtesy Dayton Art Institute, Museum purchase. 

Dorfman, Elsa 




Courtesy The Witkin Gallery, Inc., New York. 

Dorr, Nell 
The Christening Gown; no date, from Mother and Child, 

published 1954 and in regular trade edition in 1972, 

silver print, 14" X11". 

Courtesy Marcuse Pfeifer Gallery, Ltd. , New York City. 

Freyman, I. I. 
Man with Cow; c. 1900, gold-tone print-out paper from 

glass negative, 5" X 7". 

Baby in Carriage; c. 1900, gold-tone print-out paper from 

glass negative, 5" X 7". 

Grandparents (implied); c. 1900, gold-tone print-out 

paper from glass negative , 5" X 7". 

Family in Car; c. 1900, gold-tone print-out paper from 

glass negative, 5" X 7". 

Child-Wedding Tableau ; c. 1900, gold-tone print-out 

paper from glass negative, 5" X 7". 

Courtesy Emmet Gowin, prints by Emmet Gowin. 

Gowin, Emmet 
Rennie Booher in Casket; 1972, silver print, 8" X10". 
Courtesy Dayton Art Institute, Gift of Priscilla Colt in 
memory of Thomas C. Colt, Jr. 
Edith and Rennie Booher, (Christmas) Danville, Va. 1969; 
1969, silver print, 8" X10". 

Courtesy Dayton Art Institute, Museum purchase . 

Edith, Danville, Va. 1969; 1969, silver print, 8"x9 7/8". 

Courtesy Dayton Art Institute, Museum purchase. 





Courtesy Dayton Art Institute, Museum purchase. 





Courtesy Dayton Art Institute , Museum purchase. 

Harroun, Philip E. 
Nellie (Mrs. Philip E.) Harroun with shotgun, dog, and 

horse, New Mexico, September 27, 1897; 1897, contact 

print from negative, 1986, 6 1/2" x 8 7/16". 

Courtesy Museum of New Mexico, Neg. #12117. 

Kertesz, Andre 
Elizabeth; 1931, silver print from portfolio LL, 8"x 10". 
Courtesy LIGHT Gallery. 
Krims, Les 
Chicken Soup Ingredients; 1972, silver print, 5" X7". 
My Stilted Mother; 1976, silver print, 8" X10". 
Courtesy The Witkin Gallery, Inc., New York. 
Kuehn, Heinrich 
The Kuehn Children; 1907, gum bichromate, 

11 3/4" X 9 7/16". 

Courtesy The Toledo Museum of Art; Gift of Edward 

Drummond Libbey . 

Lartigue, Jacques-It nri 
Maurice Lartigue, clufteau de Rouzat; 1911 , gelatin-s ilver 

print, printed later, 15 5/8" x 11 11/16". 

Henri Lartigue Driving; 1914, gelatin-silver print, printed 

later, 11 15/16" X11 11/16". 

Maurice and Henri Lartique; 1914, gelatin-si lver print, 

printed later, 11 3/4" X15 1/2". 

Courtesy, Collection, The Museum of Modem Art, New 

York. Gift of the photographer. 

MacNeil, Wendy 
Barbara MacNeil; 1977/80, platinum/palladium 

photograph on tracing vellum, 18 112" X23". 

Ronald MacNeil; 1983/84, platinum/palladium photograph 

on tracing vellum, 18 112" X23". 

]azimina MacNeil; 1985/86, platinum/palladium 

photograph on tracing vellum, 18 112" X23". 

Courtesy Marcuse Pfeifer Gallery Ltd., New York City. 

Mann, Sally 
Bloody Nose; 1985, silver print, 20" X24". 

The Day ]essie Got Lost; 1984, silver print, 20" X24". 

Rub It; 1985, si lver print, 24" X20". 

Damaged Child 1984, (after Dorothea Lange); 1984, silver 

print, 20" X24". 

Courtesy Sally Mann. 

Meatyard, Ralph Eugene 
Untitled, (2 boys framed by door sill); c. 1961, black-and­
white, 8" X 10". 

Romance (N) of Ambrose Bierce-#3; 1962, black-and­

white, 8" X 10". 

Lucybelle Crater and Close Friend Lucybelle Crater in the 

Grape Arbor; 1971, black-and-white, 8" x 10". 

Madonna; 1964, black-and-white, 8" X 10". 

Courtesy Christopher Meatyard. 

Mendoza Tony 
My sister Margarita's debut party ... ; 1985, silver print, 

11" X1 4". 

My grandmother Otrin.. ; 1985, silver print, 11"X 14". 

Courtesy The Witkin Gallery, Inc., New York. 

Michals, Duane 
I Remember Pittsburgh; 1982, series of 9 black-and-white 

photographs, 8" X 10" each. 

Courtesy Miami University Art Museum Collection. 

Moholy-Nagy, Laszlo 




Courtesy, Collection, The Museum of Modern Art, New 

York Anonymous gift. 

Nixon, Nicholas 
Cambridge, 1985; 1985, gelat in silver print, 8" X 10". 
Cambridge, 1986; 1986, gelatin silver print, 8" X 10". 
Cambridge, 1985; 1985, gelatin silver print, 8"x 10". 
Cambridge, 1985; 1985, gelatin si lver print, 8"x 10". 
Copyright: Nicholas Nixon, Courtesy Pace/MacGill 
Gallery. 
Noggle, Anne 
Mary, Afternoon November 1976; 1976, black-and-white 

16" X 20". 





Agnes 1976; 1976, black-and-white, 16" X20". 

Courtesy Anne Noggle. 

Novak, Lorie 
Uncle Sam; 1983, color, 14" X14". 

Company in the Dark; 1985, color, 14"x 14". 

Courtesy Lieberman & Saul Gallery, New York City. 

Parada, Esther 
Past Recovery; 1979, one hundred hand-toned gelatin 
si lver photographs displayed in ten rows of ten, overall 
size 96"x 144", (8 13/16"x 13 3/8" each). 
Courtesy The Museum of Fine Arts, Houston; Target 
Collection of American Photography, Museum purchase 
with funds provided by Target Stores. 
Porter, Gary 
Brian's First Birthday; 1974, black-and-white, 6"x9"; 

Brian; 1973, black-and-white, 6" X9". 

Here We All Is; 1979, cyanotype and color pencil, 

20 112" X29". 

Courtesy Gary Porter. 

Revelle, Barbara Jo and 
Sweetman, Alex 




Courtesy Barbara Jo Revelle and Alex Sweetman. 

Schmidt, Henry A. 
Amy Schmidt, daughter of Henry A. and Edith Schmidt, 

New Mexico, March 21, 1899; 1899, contact print from 

negative, 1986, 7" X5". 

Courtesy Museum of New Mexico, Neg. #65894. 

Edwin S. Schmidt, New Mexico, c. 1894; c. 1894, contact 

print from negative, 5" X 7". 

Courtesy Museum of New Mexico, Neg. #65916. 

Edwin S. Schmidt, Son of Henry A. and Edith Schmidt, 

Chloride, New Mexico, c. 1896; c. 1896, contact print 

from negative, 1986, 7" X5". 

Courtesy Museum of New Mexico, Neg. #65918. 

Amy Schmidt, daughter of Henry A. and Edith Schmidt, 

Chloride, New Mexico, c. 1901; c. 1901, contact print 

from negative, 1986, 7" x 5". 

Courtesy Museum of New Mexico, Neg. #58536. 

Sipprell, Clara 
Nina, 1930; 1930, silver print, 9 114"x5 5/8". 

Courtesy Marcuse Pfeifer Gallery, Ltd . , New York City . 

Southworth & Hawes 
Mrs . Josiah Johnson Hawes and Alice Mary Hawes; no 
date, daguerreotype, 3 1/16" X 2 1/2". 
Courtesy, Museum of Fine Arts, Boston. Gift of Edward 
Southworth Hawes in memory of his father, Josiah 
Johnson Hawes. 
Steiglitz, Alfred 
Untitled, (Georgia O'Keeffe with Marie Rapp Boursault and 

Daughter, Lake George); c. 1923, gelatin silver 

photograph, 3 5/8" X3 3/4". 

Courtesy Collection of the Museum of Fine Arts, 

Museum of New Mexico, Gift of Van Deren Coke. 

Strand, Paul 
Rebecca 1922; 1922, silver print, 8"x 10". 
Courtesy LIGHT Gallery. 
Teemer, Jr., Jack D. and 
Teemer, Joan E. 
Family Album; 1975-1985, palladium prints, 18 pages, 





Courtesy Jack and Joan Teemer, copyright 1985. 

Joan's Stages; 1985, color xerox, air brush, si lver print, 

Van Dyke Brown prints, oils, 12" X12". 

Courtesy Jack D. Teemer, Jr. , copyright 1985. 

Mothersearch; 1985, cyanotypes, toning/spli t toning, 

silver prints, Van Dyke Brown prints, dried flowers, 

fabr ic, oi ls, 19" X 20". 

Courtesy Joan E. Teemer, copyright 1985. 

Dream of Ten Years 197611 986; 1986, Rockland 

emulsion, silver prints, palladium prints, oils, dried 

flowers 32" X24". 

Courtesy Jack and Joan Teemer, copyright 1986. 

Traub, Charles 
Aaron, 1-Month, 1971 ; 1971, black-and-white, 6"x6". 









Mary, Haiti, 198 1; 1981, T ype C print , 11"X 14". 

Courtesy Charles Traub. 

VanDerZee, James 
Kate and Rachel; c. 1908, n. c. 1908, signed 1982, 

copyright 1969, black-and-white, 10" x 8". 

VanDerZee Boys, c. 1900; n. c. 1900, signed 1983, 

copyright 1983, black-and-white, 8" X10". 

Sister Emma and Children, 1923; n. 1923, signed 1982, 

copyright 1982, black-and-white, 10" X 8". 

Smart Cat, 193 1; n. 1931 , signed 1982, copyright 1981, 

black-and-white , 8" X 10". 

Courtesy Mrs. Donna Van Der Zee. 

Wegman, William 
"Untitled"; no date, color photograph, 16" x 20". 

Family Combinations; 1972, black-and-white, 

10 3/8" X 11 7/8". 

Courtesy of the Holly Solomon Gallery. 

Weston, Edward H. 
Mrs. Edward Weston, (Flora Chandler Weston); no date, 

Platinotype or Palladiotype, 9 1/4" x 7 112". 

Courtesy Dayton Art Institute, Gift of Miss Jane Reece. 

Wilke, Hannah 
SOS-Starification/Scarification: Self-Portrait of the Artist 

with her Mother Selma Butter; 1978-81, Cibachrome print, 

diptych, 30" x 40" each. 

Courtesy George H . Waterman Ill, private collection. 

Advertisements for Living, from the So Help Me Hannah 

series (Double Portraits) ; 1966- 1983, C ibachrome print, 

nine photographs, ~8" X81" each. 

Courtesy of Hannah Wilke & Ronald Feldman Fine Arts 

Inc., New York. 

Wright Brothers (Wilbur or Orville) 
Leontine Wright; c. 1905, silver print from glass negative, 

5 7/8"x3 1/4". 

Courtesy Wright State University Archives. 


